Sources for the fictional film (From Chapter 5) / William H. Phillips. by Phillips, William H., 1940-
  
COMMONWEALTH OF AUSTRALIA 
Copyright Regulations 1969 
Warning 
This material has been reproduced and communicated to you by or on behalf of The 
Charles Darwin University pursuant to Part VB of the Copyright Act 1968 (the Act). 
The material in this communication may be subject to copyright under the Act. Any 
further reproduction or communication of this material by you may be the subject of 
copyright protection under the Act. 
Do not remove this notice 
 
CHAPTERS. 
Sources for the 
Fictional Film 
A FILM IS ONE OF MANY POSSIBLE KINDS of texts, something that people produce or modify to communicate meaning, such as a photograph, 
painting, newspaper article, or T-shirt message. Some theorists refer to the 
relationship of one text to another as intertextual, a term that literally 
means "between texts." Films are intertextual in an immense variety of cre-
ative ways: other texts that they use as sources include scripts, storyboards, 
written history, fiction, plays, TV; and other films. Intertextuality in films 
may take many forms, including adaptation, remake, allusion, parody, 
homage, sequel, and prequel. 
Usually, a fictional film is based on a script. The script may be an origi-
nal story, but often it is based on historical events, a fictional work (usually a 
novel), a play, a TV show or series, or other films. In this chapter, we focus 
on some of the most frequent sources for fictional films and on the process 
of transforming sources into films. In doing so, we will come to understand 
the film medium more completely-to understand, for example, some 
strengths and limitations of fictional films and their sources, the extensive 
connections that films have with other films and other types of texts, and the 
frequent influences of various cultures on a film. 
SCREENPLAYS, SHOOTING SCRIPTS, AND 
STORYBOARDS 
Written and graphic sources for a fictional film may take the form of a 
screenplay, shooting script, or storyboard. 
Screenplays and Shooting Scripts 
The screenplay is the earliest version of a script. It is written before filming 
begins and describes or supplies the settings, action, dialogue, and structure. 
Terms in boldface are defined 
in the Illustrated Glossary be-
ginning on page 621. 
text: Something that people 
produce or modify to commu-
nicate meaning. Examples are 
films, photographs, paintings, 
newspaper articles, operas, and 
T-shirts with a message. 
intertextuality: The relation 
of one text (such as a film) to 
another text or texts (such as a 
journalistic article, a play, or 
another film). 
setting: The place where 
filmed action occurs. 
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scene: A section of a narrative 
that gives the impression of 
continuous action taking place 
in continuous time and space. 
shot: An uninterrupted strip 
of exposed motion-picture film 
or videotape. 
producer: A person in charge 
of the business and administra-
tive aspects of making a film. 
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FIGURE 5.1 The making of a sample screenplay 
Continuous and chrono-
logical; full of both sig-
nificant and seemingly 





omitted so that signifi-
cant details and patterns 
are more evident. 
In transforming experiences into scenes in a screenplay, the following may happen: 
I Certain experiences may not be included in the script (a, b, e, f, and g). 
I Experiences may be altered as they are transformed into scenes (c, d, and h become C2, D2, 
and H2) •• 
1 Events may be rearranged G and k become K and J). 
I Experiences may be altered and transposed (l becomes LJ 
I New scenes without corresponding experiences in life may be made up (as in the case of AA). 
Source: Adapted from Phillips (Analyzing Films 58). 
A shooting script is the version of the script used during filming. It includes 
changes made in the screenplay, usually breaks the scenes into shots, and 
normally includes instructions on camera placement and use. 
In creating a screenplay, writers nearly always select from experiences 
(their own and experiences they imagine) and arrange them in an involving 
and meaningful order (Figure 5.1 ). 
Table 5.1 illustrates the elements of a film that are usually the responsi-
bility of the screenplay writer and those that are the contributions of others. 
In large productions, arrangements with the producer, director, and per-
haps actors determine how closely the screenplay writer's wishes are fol-
lowed. Usually all other aspects of a film-such as camera angles and 
transitions between shots-are the domain of the other filmmakers, such as 
the cinematographer and editor, usually under the guidance of the director. 
The screenplay writer's territory, and the territory of those shooting and 
editing the film, can be further explored by examining the last scene of The 
Royal Tenenbaums (2002). The left column in Table 5.2 reprints the scene 
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TABLE 5.1 
Creative Territories for Making Fictional Films 
THE WRITER'S TERRITORY 
1 SETTINGS: where and when the action takes 
place and generally what the settings look like 
1 SUBJECTS: the characters' actions and dialogues 
1 STRUCTURE: the selection and arrangement of 
dialogue (if any) and actions 
THE TERRITORY OF PRODUCTION 
PERSONNEL 
I CASTING AND PERFORMANCE: people, animals, or 
creatures selected to play the roles; behavior, ges-
tures, tone of voice 
I CINEMATOGRAPHY AND MISE EN SCENE: camera dis-
tances, camera angles, lenses, lighting, composi-
tion, and so forth 
"' *P &a 
1 MEANINGS: what the film explains about its 
subjects in general terms or, more often, what 
it implies by showing subjects in particular sit-
uations 
1 EDITING: length and arrangement of shots; transi-
tions between shotsa 
I MUSIC AND SOUND EFFECTSa 
Source: Adapted from Phillips (Writing Short Scripts, 170). 
'Occasionally, the writer's directions for editing transitions, music, and sound effects are followed by the production personnel. 
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from the screenplay. The right column provides a description of the last 
scene in the finished film. 
Note in the left column that the two screenplay writers for The Royal 
Tenenbaums indicate the setting (a cemetery and day) and something about 
what the setting looks like: snowy and darkening. They describe all the char-
acters' actions, lowering the casket, firing the B.B. guns, and so forth, but 
they exclude dialogue from the scene. By indicating what happens and in 
what order, the screenplay writers determine the scene's structure. And by 
selecting setting and actions, they make it possible for readers to formulate a 
range of possible meanings the scene suggests. 
The scene in the finished film, which consists of six shots and runs for 
125 seconds, generally honors the scriptwriters' wishes but makes many 
changes as well. It is not a snowy, darkening day. During the time that the 
filmmakers had for filming the scene, the location probably was gray and 
drizzling. The actions in the film follow the script generally, but the film 
makes many changes. For example, the film shows six men lowering the cas-
ket, not seven, and it shows the seventh man (Pagoda) on the far end watch-
ing and then tossing in the flowers. The film also omits some details 
included in the script. For example, the film does not show Pagoda crying. 
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narration: Commentary in a 
film about a subject in the film 
or some other topic, usually from 
someone offscreen. 
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Sometimes the filmmakers added details. For example, the film includes 
the boys' spotted dog. He is a reminder of Royal's finest hour, when he saved 
the boys from an out-of-control car that killed the boys' dog. Royal quickly 
bought a new, spotted dog and gave it to the boys to help ease their pain at 
losing their first dog. 
Nowhere in the script do the two screenplay writers stipulate which ac-
tors should be cast and how they should perform (one of the writers directed 
the film, and the other acted in it). Also, in this last scene and elsewhere in 
the script, the writers never indicate camera placement, camera movement, 
and composition. Nor do the scriptwriters indicate how many shots the 
scene should have and where to begin and end each shot. It was left to the 
production personnel to decide whether to include any narration in the last 
scene (they did), whether to include any music (they included two discontin-
uous excerpts), and whether to include sound effects (they did-for exam-
ple, the firing B.B. guns). 
Unless we have access to a version of the script that was written by the 
screenplay writers, we cannot know the writers' contributions to a film. In a 
large production company, many people-especially the producer, director, 
actors, and editors-may rewrite or edit parts of the script or insist on changes 
in it. In large, complicated productions, one or more "script doctors" may be 
hired to rewrite the script, sometimes again and again, and they often are un-
credited. Comparison of a screenplay or shooting script with the finished film 
sometimes reveals the different contributions of the writer(s) and others, espe-
cially the director. We can see these relative contributions by comparing a 
scene from the shooting script for The Third Man (1949) with the comparable 
section of the finished film. In the film, Holly Martins has come to Vienna to 
work for an old friend, Harry Lime. Martins learns that Lime has been in-
volved in stealing penicillin, diluting it, and selling it at an enormous profit. 
Late in the film Calloway, a British officer trying to enlist Martins's aid in trap-
ping Lime, has brought Martins to a children's hospital. Two scenes from the 
shooting script are reprinted in the left column ofTable 5.3. 
Like the excerpt from the script for The Royal Tenenbaums reprinted in the 
left column of Table 5.2, this version of the script is written in the master-
scene format, which often indicates the scene number, the setting, and the 
segment of the twenty-four-hour day (such as day, night, dawn, noon, late af-
ternoon). The scriptwriter describes the action briefly and supplies all the di-
alogue, but does not indicate how the dialogue is to be delivered. The writer 
knew that well-written dialogue usually suggests its delivery and that the di-
rector and actors would probably have ignored overly specific directives. 
In the right column, a description of the actual scene in the finished film 
indicates that the film is true to the script in showing only Martins's reac-
tions to the children and not the patients themselves. But the film differs in 
several ways from the script, Table 5.3. The hallway and ward scenes in the 
shooting script have become one ward scene in the film-a wise decision be-
cause the script's hallway scene adds little to the story. The film also has far 
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TABLE 5.2 
Last Scene of The Royal Tenenbaunzs (script and film) 
SCRIPT 
EXT. CEMETERY. DAY 
Snow falls lightly, and the sky is getting dark. Everyone in the 
family is gathered around as Chas, Richie, Henry, Raleigh, Eli, 
Dusty and Pagoda lower the casket. They are all bundled up in 
coats and scarves. They step away from the grave. 
Henry stands next to Etheline. She takes his arm. Pagoda wears 
Royal's sunglasses. Tears stream down his face. Dusty stands beside 
him. Margot has her arm around Richie's shoulder. She smokes a 
cigarette. Raleigh stands next to Dudley. Eli stands next to Walter. 
The p1-iest is on crutches. 
Chas looks to [his young sons} Ari and Uzi standing a few yards 
away. He nods. Ari and Uzi fire several shots into the air with 
Chas' and Royal's old B. B. guns. 
Royal's gravestone sits in a wheelbarrow next to a pile of dirt. It 
reads Royal O'Reilly Tenenbaum (1932-2001). Epitaph: Died 
tragically rescuing his family from the wreckage of a destroyed 
sinking battleship. The priest sees this and hesitates. He looks puz-
zled. He smiles slightly. 
Richie throws a white flower into the grave. They all stand in si-
lence for a minute before they turn away and walk to their 
waiting cars. 
Source: Anderson and Wilson (149-50). 
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FILM 
Shot number: 
1. It is a damp, gray day, and the trees are without leaves. Chas, Dusty; 
Eli, Henry, Raleigh, and Richie finish lowering the casket into the 
ground. Pagoda tosses white flowers onto the lowered casket. The 
men turn away from the grave. Henry moves toward Etheline. 
2. Medium close-up as Henry finishes joining Etheline and they 
stand under an umbrella she holds. The camera pans to the left 
and briefly pauses to show Dusty in his elevator operator 
clothes and somewhat in front of him and to his left Pagoda 
wearing sunglasses. The camera resumes panning to the left 
and stops briefly to show Richie holding an umbrella and Mar-
got behind him with her chin on his right shoulder; she puts 
her other hand on his left shoulder and viewers see she is hold-
ing a cigarette. The camera resumes panning to the left and 
pauses briefly before Raleigh and Dudley, who share an um-
brella. The camera pans further to the left and pauses before 
the priest, Eli, and Walter; the priest steps forward and out of 
the frame to the right. The camera resumes its motion to the 
left and pauses before Chas, who is looking down toward the 
grave; he turns his head to his right and nods. 
3 .. Chas's two young sons, Uzi and Ari, each raise a B.B. gun rifle, 
as their spotted dog sits nearby; one of the boys says "Fire," and 
both of them shoot. The camera resumes its leftward panning as 
we hear the boy shout "Fire" again and hear the guns shooting a 
second time. The camera stops some distance from the engraved 
headstone, and the priest (on crutches) reenters the frame on the 
right and facing toward the headstone. 
4. A medium close-up. shot of the priest as he looks toward the 
headstone. He furrows his eyebrows slightly. 
5. Cutaway shot revealing the headstone inscription: 
ROYAL O'REILLY TENENBAUM 
1932-2001 
DIED TRAGICALLY RESCUING HIS 
FAMILY FROM THE WRECKAGE OF A 
DESTROYED SINKING BATTLESHIP 
6. Long shot showing everyone in the small, enclosed area sur-
rounding the gravesite except for the priest, the two boys, and 
the boys' dog. The rest of the funeral party slowly walks out of 
the enclosed area and out of the frame (during the last part of 
the shot, it appears that all movement is in a slight slow-
motion). Richie and Pagoda are the last two to leave the enclosed 
area. Richie looks down into the grave and tosses in one white 
flower as Pagoda pauses and looks on. Richie turns and leaves the 
fenced-in area. Pagoda comes through the opening, closes the 
waist-high gate, and walks off frame to the left. The camera 
lingers on the gate's inscription; it reads "TENENBAUM." 
The film then cuts to the beginning of the end credits, beginning 
with the director's credit. 
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TABLE 5.3 
The Third Man: 
Two Scenes from the Shooting Script and the Film's Comparable Section 
SHOOTING SCRIPT 
(two scenes) 
123. Children's Hospital (Night): 
As they [Calloway and Martins] come through the doors, a 
nurse passes and Martins realizes he has been shanghai-ed, but 
it is too late to do anything. 
CALLOWAY: I want to take a look in No. 3 Ward. 
NuRSE: That's all right, Colonel Calloway. 
CALLOWAY (to Martins): You've been in on this story so much, 
you ought to see the end ofit. 
124. Children's Ward (Night): 
He pushes open a door and, with a friendly hand, propels Mar-
tins down the ward, talking as he goes in a cheerful, profes-
sional, apparently heartless way. We take a rapid view of the 
six small beds, but we do not see the occupants, only the effect of 
horror on Martins's face. 
CALLOWAY: This is the biggest children's hospital in Vienna-
very efficient place. In this ward we have six examples-
you can't really call them children now, can you?-of the 
use of the Lime penicillin in meningitis .... Here in this 
bed is a particularly fascinating-example, if you are inter-
ested in the medical history of morons ... now here .... 
Martins has seen as much as he can stand. 
MARTINs: For pete's [sic] sake, stop talking. Will you do me a 
favour and turn it off? 
As they continue their walk past the small beds, dissolve. (The 
Third Man 123-24) 
FILM (one scene, 
88~ minutes into the film) 
Martins and Calloway enter a large ward of a hospital. As they 
walk past beds and Martins looks into them, Calloway tells 
Martins, "This is the biggest children's hospital in Vienna. All 
the kids in here are the result of Lime's penicillin racket." Cal-
loway moves away from Martins and talks to a nurse (unheard) 
as Martins walks on slowly, still looking into each bed. Martins 
stops at the foot of one bed and looks into it. Calloway joins 
him (see photo) and says, "It had meningitis. They gave it some 
of Lime's penicillin. Terrible pity, isn't it?" Calloway then walks 
away from Martins, and Martins turns away and walks a few 
steps. (We do not see Calloway and Martins together again dur-
ing the scene.) Nurses tend the offscreen children: taking tem-
peratures, giving oxygen, marking a chart, tossing aside a teddy 
bear (presumably the child who had it won't need it anymore). 
Frame enlargement. London Film Productions 
less dialogue (34 words versus 103) and relies more on visuals, especially the 
expressions on Martins's face, which we see in six of the scene's fifteen shots. 
In the film, Martins says nothing, and Calloway is subtler. He talks less and 
does not push Martins along. Instead, he brings Martins into the ward and 
lets the sights of the place work on Martins, while the director lets the im-
ages of Martins's face work on the film's viewers, who can infer the extent of 
Individual Sources 
the suffering that Lime's actions have spawned. The film also portrays a large 
ward full of Lime's victims; the script indicates victims in only six beds. The 
film shows many nurses busy tending the children; the script says nothing 
about the nurses' work. When we compare screenplays or shooting scripts 
with the corresponding films, we find that, as in the case of The Third Man, 
the film is usually more concise, less reliant on dialogue, and more visual. 
Although we cannot say with certainty who is responsible for all the 
changes in this part of The Third Man, we can see roughly what the 
scriptwriter, Graham Greene, wrote and the final filmed product. Director 
Carol Reed probably deserves much credit for the changes from the script, 
which compress the action and present the information and moods more vi-
sually and more subtly. 
Storyboards 
A storyboard is a series of drawings (or occasionally photographs) of each 
shot (or sometimes part of a shot) of a planned film or video story, usually ac-
companied by brief descriptions or notes (Figure 5 .2). Storyboards are the 
visual equivalent of a rough draft of a written story. They allow filmmakers 
to see how the finished film might look before the laborious and costly 
processes of filming and editing begin. Storyboards are useful for deciding 
how to divide the script into shots, determining how to arrange the shots (a 
sort of preediting), and deciding camera placement. 
In animation, storyboarding is crucial because creating each frame of an 
animated film is usually especially time-consuming and expensive. Typically, 
once the storyboard for an animated film has been worked out in detail and 
the voices cast and recorded, the creation of individual frames begins. 
INDMDUAL SOURCES 
The history of cinema shows that just about any human subject can become 
the source of a fictional film. Possible, but infrequent, sources include non-
fiction magazine articles (Pushing Tin, 1999, and Isn't She Great, 2000), video 
games (Lara Croft: Tomb Raide1; 2001, and Resident Evil, 2002), comic books 
(X-Men, 2000, and X2: X-Men United, 2003), comic strips (the Peanuts 
films), series of short animated movies (South Park: Bigger, Longer and Uncut, 
1999), musical albums (Pink Floyd the Ulall, 1982), operas (Carmen, many 
times), and even (loosely) amusement park rides (Pirates of the Caribbean: The 
Curse of the Black Pearl, 2003). Although fictional films can have other 
sources, five of the most frequent ones are history, fiction, plays, Tv, and 
other films. As is illustrated in this chapter's last section, a film often has a se-
ries of sources, and even films based on one major source inevitably have 
been influenced by additional sources. 
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